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But what about the process of routing it? 

That’s where the complications came in, in terms of the 
recording event. In effect, the signal had to be wired. Every 
signal on the stage had to be wired to the place where it was 
going: to the PA for the mixer to deal with in the show, to 
the recording truck, etc. The complications often occurred 
as issues of the electrical ground, because there was an 
entire other source of connections tapping on, with each 
one plugged into an electrical system. You know what I 
mean? 

Oh, so you’re talking about the literal, electric sense of 
ground? 

Exactly. There were problems like ground hums, or you 
had to lift things and make adjustments. And the adjust- 
ments weren’t about my sound, but rather, they were about 
the delicate balance of electrical circuitry between the three 
homes: the recording, the stage, and the PA. 

So, tell me how Infrared Roses came to be? 

Well, I think a lot of it was inspired by Mickey, because 
Mickey and I were talking about trying to do a “Drums” 
thing. It wasn’t clear what we were actually going to do, but 
in the process, I had been listening to a lot of “Drums,” and 
I started getting excited about this idea I had. I thought, 
“Well, why don’t I see if I can expand the idea, and make it 
a full ‘Drums and Space’ thing?” So, basically, I asked each 
bandmember if I could do a “Drums and Space” thing, and 
obviously, they had a sense of my aesthetic: there was this 
new technology, where else were they going to experiment 
with it, but in “Space”? So, I went around to each guy and 
said, “Can I play with these tapes? Do I have your permis- 
sion to make a ‘Drums and Space’ record?” And each one of 
them said, “Yes.” Then I said, “Well, look, I’ve been listen- 
ing a lot. Is it okay if I cut some tracks together with differ- 
ent pieces, and create something a little more focused than it 
was executed?” And much to my surprise, each one of them 
said, “Yeah, go for it.” So I began to listen, and basically I 
decided that Pd go back as far as I was into the perfor- 
mances and stop there, not go any further than that. So I lis- 
tened to about five years of “Drums and Space”; Dick 
Latvala dubbed just tons and tons and tons of stuff for me; 
it was just amazing. 

Now, of course, the obvious should be mentioned, that 
you were listening to two-track recordings from ADATs, 
multitrack masters? 

I started listening to the house mixes. 

But were there multitracks made? 

Not of every show I listened to, because I listened to five 
years complete. Some of the material had multitracks, but I 
wanted a perspective on it all, so I took notes on every sin- 
gle performance. 

In your computer or on paper? 

On paper. I listened with headphones as I was working 
out, and I kept a pen and paper there so I could jot things 
down. I was wonderfully surprised that every single one of 





my notes was accurate. When I went back to check, it was 
really quite amazing: it said, “Ten seconds after flute line, 
Jerry gets good.” 

But where did you start? For Infrared Roses, it was like 
the Grateful Dead were the spices, the elements of the meal, 
but you were the chef! You redesigned it all. 

Yeah, the Lean Cuisine version. I tried to stay as respect- 
ful to the music as possible. I don’t know exactly how Pd 
describe where I started, except to say that it started with 
the energy. The other motto I’ve learned, which is wonder- 
fully humbling, is “Deal with the most obvious problem 
first.” So, as things started to pop up, there were certain 
things that seemed to be complete, in and of themselves, and 
other things that were magical but needed a few extra 
touches. Certain things were never expressed as concisely as 
they seemed; you know, somebody’s tail end of a statement 
was kind of similar to something that was begun earlier in 
the tour or something, and it became a question of trying to 
make them sound cool together. There were so many great 
performances that it became difficult to, I was going to say 
try and make it easy, but God knows I didn’t do that. 

Was all the music you used recorded before you set out 
to do the project? Or were you actually going to concerts 
saying, “You know, I just need that one missing link as the 
perfect segue.” 

I think that there were only a few things that I tried to 
capture, one of which was the crowd cheer. The crowd 
cheer was a definite, the segue in “Crowd Sculpture,” but 
for the rest of it, the material was pretty much already there. 

Didn’t you go into the parking lot to do that, the 
“Crowd Sculpture”? 

Many parking lots. 

What recording format did you use? 

I had a Sony DAT recorder that came with a micro- 
phone, and we were testing it out as a recording device for 
sampling, so I just put my headphones on and walked out 
into parking lots, all across the country. 

Was it stereo or mono mike? 

Stereo. 

Pve noticed, in doing that sort of recording myself in 
outdoor crowds, as one moves from one sort of ambient 
space to another—an open-air Shakedown Street to a drum 
circle under a tent, for example—there’s this wonderful 
phase change that occurs. I’m curious as to whether you 
intentionally played with that? 

Well, there were about twenty hours of recording for a 
three-and-a-half-minute piece, and there were some inten- 
tionalities. To me, it tells the whole story. There’s somebody 
searching for a ticket, somebody getting a ticket, some- 
body’s elated about the ticket in a “Drum Circle,” there’s 
the crowd, and then you’re inside. 

Now, you were dealing with multiple formats: ADATs 
and DATs. What other forms of recorded material were you 
dealing with? 
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Well, way back we used F1. It was a good format, but an 
unreliable storage medium. 

What sort of storage medium did you use with the con- 
verter? 

Beta. 

What did you transfer that all to, in order to begin the 
mixing process? 

First I went through the multitracks and made my deci- 
sion about those, because they were going to give me the 
most power in the mix, and I knew I wanted that. So I went 
back through those five years, went through all the 
Dylan/Dead shows, and all the live recordings up to twenty- 
four-track, and I made the bulk of my decisions there. And 
all the things that weren’t complete at that point sort of 
ended up falling into place of their own accord as the con- 
cept of the CD started to solidify. First, I looked at the pos- 
sibility of doing all “Drums” > “Space,” “Drums” > 
“Space” throughout the whole record. As you know, there 
were four pieces of three movements each, so the structure 
was very important to me. And for each one of those, there 
was sort of a “Drums” > “Space” intro that spoke about a 
different part of our “Drums” > “Space” environment. 
However, they weren’t all necessarily “Drums” > “Space” 
things, for example, the “Crowd Sculpture,” and the break- 
ing down of “Uncle John’s Band,” and the Bruce/Vince 
duet, which happened on the inside of “Dark Star.” Then, 
of course, there was “Sparrow Hawk Row,” which was 
really about all Dan’s wonderful in-house processing. 

When you were capturing what Dan did, you went 
from the board mix, versus the stage mix or the multitrack 
recording mix. 

That’s right, and for that, all my sources were DATs, as 
I recall. If they were in another medium, Dick converted 
them to DAT for me so that I could use them as easily as 
possible, but basically I had stereo mixes from the house 
board of Dan’s stuff, and I layered them on top of each 
other in a multitrack machine, so the sound really was the 
“Sparrow Hawk Row.” There was sort of a “caaaaaaw” in 
that piece that really seemed, to me, to be the Sparrow 
Hawk, which was Dan actually grabbing the sound of an 
audience member yelling with a microphone, and process- 
ing it so that it sounded like a bird. It only happened once, 
but it was such a wonderful event to me that it seemed like 
a sound that should have been repeated. 

Did you actually say to yourself, “I really have to go 
back and listen to the music that Dan made for the audi- 
ence”? 

Well, you see, when the structure of Infrared Roses first 
occurred to me, and allowed me to have something other 
than the specific “Drums” > “Space” thing, it became, 
“Okay, what’s going to go here? What cool thing am I over- 
looking in presenting these pieces?” It was like, “Here’s my 
opportunity to address something that you wouldn’t quite 
call ‘Drums’ > ‘Space.’ ” Then, in putting together that piece 


about Dan’s processing, it was like, “Oh, wow, that’s really 
cool. Of course!” 

What problems or challenges did you face in combining 
all of these mediums together? For example, there were 
times during a Grateful Dead concert when, even though 
the system was remarkably clean, there was more hiss than 
at other times. 

Right, and of course, not all recordings are flawless. 
There were a couple of times where I fell in love with a 
piece of music, but when I got to the tracks, there was a 
problem, like a buzz in Bobby’s guitar that was okay on the 
PA tape, where there was all the noise of the people around, 
but when it was loud and in your face, it was buzzing. It 
was kind of heartbreaking, because you went through all 
this work to pick out this piece of music that you think is a 
diamond in the rough that you want to polish, but when 
you start to polish it up, you realize it’s completely flawed. 
But you know, you just let it go and see what the energy 
screams up at you next time. And there were other things, 
like the opening “Drums” thing, which really had kind of a 
groove, that double-trap set groove. But unfortunately, we 
didn’t have any good ones on multitrack, so the one I actu- 
ally used was from a two-track that I fell in love with. So I 
created a gate on each of the tom-toms, which was trig- 
gered by a specific pitch and the kick drum, and I triggered 
samples of all of Billy and Mickey’s toms so that each one 
fed the reverbs. 

That’s really remarkable! So, in effect, you created a 
bandwidth? 

Exactly. Just the kick drum will come through this gate, 
and will trigger a kick-drum sample. 

And then, did you attach a certain amount of reverb to 
that? 

Well, I used the kick drum a little bit to give it a little 
more clarity for the record, and then, for the tom-toms, I 
liked the way the drums sounded originally, but I wanted to 
beef them up a little, although I didn’t want to be in the 
position where I had to make sure that every transient was 
completely matched to replace the sample. So the samples 
were tuned to the drums themselves, and they fed the reverb 
with something a little rounder and bassier, so the drums 
seemed a little huger. 

What format did you record Infrared Roses in? 

Twenty-four-track, Dolby SR. 

To tape? It wasn’t done nonlinear? 

No, not Infrared Roses. I certainly would have done it 
nonlinear now, but we didn’t have a nonlinear system at the 
time, and I thought it was pushing it as it was, with their 
giving me a chance to play with the tapes, so I wasn’t about 
to start asking for a system. 

Tell me about the recording of Without a Net. You did 
sound design for that. How did you shape the sound for the 
recording? 

Well, it was a live recording, so we pretty much shaped 





